
















































































































































































    













































































































































































































































































































































































                                                
11	The	term	social	pedagogy	originated	in	Germany	mid	last	century	and	referred	to	progressive	modes	alternative	learning.	
http://www.infed.org/mobi/social-pedagogy-the-development-of-theory-and-practice/.	Accessed	9/7/14	




































                                                
12		An	example	is	the	Hobart	City	Council	that	closed	its	only	art	gallery,	The	Carnegie	Gallery,	instead	redirecting	its	focus	on	for	more	
people-oriented,	community	engaged	art	projects.	




























































performance	presented	 to	an	audience	within	a	 fine	art	 context,	 traditionally	
interdisciplinary.	Performance	may	be	either	scripted	or	unscripted,	random	or	
carefully	 orchestrated;	 spontaneous	 or	 otherwise	 carefully	 planned	 with	 or	
without	audience	participation.	The	performance	can	be	live	or	via	media;	the	
performer	can	be	present	or	absent.	It	can	be	any	situation	that	involves	four	
basic	 elements:	 time,	 space,	 the	 performer's	 body,	 or	 presence	 in	 a	medium,	











                                                
17	Wikipedia	contributors,	‘Performance	Art’,	Wikipedia,	The	Free	Encyclopedia.	https://en.wikipedia.org/wiki/Performance_art	
Accessed	31/10/15	




































































































































































                                                
24	I	also	accessed	part	of	the	report	in	Bishop,	Claire,	ed.	2006a.	Participation,	Documents	of	Contemporary	Art.	London:	Whitechapel	
Gallery/MIT	Press.	
















the	 art	 work’s	 relationship	 to	 the	 actuality	 of	 the	 location	 (as	 site)	 and	 the	
social	conditions	of	the	institutional	frame	(as	site)	are	both	subordinate	to	a	




































































































































                                                
27	In	2013	up	to	30%	of	Melbourne’s	commercial	galleries	have	reportedly	closed	see;	Petrie,	Andrea,	and	Benjamin		Preiss.	2013.	"Bleak	
picture	emerges	as	galleries	battle	to	hang	in."		Sydney	Morning	Herald	May	12.	Accessed	12/10/15	






































































































hermeneutic	weak	 thought	 is	 the	 thought	of	 the	weak,	 of	 those	who	 are	not	
satisfied	 with	 the	 established	 principles	 imposed	 on	 them	 and	 who	 demand	
different	rights,	that	is,	other	interpretations.	In	this	politics	of	interpretation,	
conversation	 becomes	 the	 realm	where	 the	 powerful	 describers	 of	 the	world	




























































































































































































































Figure 1. Fiona Lee, CAST Board, Plaster letters and extracts of a conversation, Contemporary Art Spaces Tasmania, 2010. 
Image source: www.aboutconversation.com 
 





































                                                
33		See	Appendix	C	for	this	document.		

























































that	 knowledge	 production	 operates	 according	 to	 market	 logic	 where	
patentability,	 utility,	 and	quantitative	methods	 are	 valued	over	 collaborative,	
speculative,	 and	 qualitative	 approaches.	 The	 inevitable	 outcome	 to	 this	


























































Figure 2. Tasmanian College of the Arts, Hunter St Hobart. Image source: University of Tasmania 
http://www.utas.edu.au/__data/assets/image/0020/115184/ArtSchool_Small.jpg 







individuals	 and	 organizations.	 The	 task	 of	 leadership	 in	 a	 democracy,	
Tocqueville	maintained,	 is	 to	 recognize	 the	points	at	which	democracy	 tends	
to	 become	 imbalanced,	 to	 get	 others	 to	 see	 them,	 and	 then	 to	 mobilize	 a	
collective	 effort	 to	 correct	 the	 imbalances	 before	 they	 go	 too	 far	 and	
undermine	democracy	itself.	
One	of	democracy's	principal	imbalances,	Tocqueville	says,	has	to	do	with	the	
relationship	 between	 self	 and	 others.	 For	 various	 reasons,	 democracy	
undermines	 over	 time	 our	 capacity	 to	 develop	 profound	 connections	 with	
others.	 It	 fosters	hyper-individualism	 [my	 italics].	 In	 a	 democracy	 people	 have	
the	opportunity	to	become	self-sufficient	and	self-reliant,	and	as	they	become	
more	 so,	 they	 need	 others	 less	 and	 less.	 Tocqueville	 was	 convinced	 that,	 as	
individualism	continued	to	grow,	"each	man	may	be	shut	up	in	the	solitude	of	
his	 own	 heart."	 Preoccupied	 more	 and	 more	 with	 their	 own	 concerns	 and	
successes,	 Americans	 would	 increasingly	 let	 the	 government	 manage	 their	
general	 affairs,	 thus	 giving	 it	 increasing	 amounts	 of	 power.	 Ultimately	 there	
would	come	a	time	when	power	would	become	so	concentrated	that	freedom	


























































                                                
39	There	are	however	attempts	to	engage	critically	with	the	works	in	a	series	of	lectures,	conversations	and	essays	that	now	tend	to	
accompany	most	commercially	orientated	art	fairs	and	exhibitionary	events.	













in	 the	commercial	 art	world—collective	projects	are	more	difficult	 to	market	
than	works	by	individual	artists,	and	they’re	also	less	likely	to	be	“works”	than	
social	 events,	 publications,	 workshops,	 or	 performances—they	 nevertheless	





















                                                
40	https://news.artnet.com/market/100-collectible-living-artists-2015-346139	Accessed	30/10/15	




















The	discursive	 is	 a	 practice	 that	 offers	 the	 opportunity	 to	 be	 a	 relatively	 un-
examined,	free	agent	in	a	collective	project.	While	the	discursive	appears	to	be	
an	open	generator	of	positions,	it	actually	functions	best	when	it	allows	one	to	












                                                
41	http://www.jeremydeller.org/TheBattleOfOrgreave/TheBattleOfOrgreave.php:	Accessed	30/10/15	






































































Figure 3. Museum of New and Old Art, MONA, Hobart. Image source: Sydney Morning Herald 7th January 2012 






























































































































































































It	 is	 clearly	 not	 sufficient	 enough	 to	 say	 that	 any	 collaboration	 or	
conversational	 encounter	 constitutes	 a	work	of	 art.	What	 is	 at	 stake	 in	 these	



























































































may	 have	 conditioned	 a	 shift	 from	 site-specific	 art	 making,	 in	 which	
particularized,	 physical	 space	 was	 a	 paramount	 concern,	 to	 institutional	
critique,	which	expanded	the	notion	of	site	to	include	its	sociological	frames	or	
institutional	context	(2007).	























































discursive	systems	of	meaning,	embodied	 in	the	realist	 tradition	 in	the	visual	
arts,	 are	 irrevocably	 compromised	 by	 their	 associations	 with	 a	 conventional	












































Figure 4. Unitednationsplaza. Image source: Taken from e-flux Art and Education ‘Announcements’ web page for the 
















































































                                                
53	These	terms	are	based	on	the	philosophical	writings	of	David	Hume	(1711-1776)	and	Immanuel	Kant	(1724-1804)	

































































































































































Beuys	did	not	 relinquish	control	of	his	productions	 so	easily	 and	generously,	
alternately	maintaining	and	mocking	the	authority	 invested	in	his	position	as	
artist	and	as	pedagogue.	…Beuys	simultaneously	challenged	and	reinforced	the	
patriarchal	 power	 structure	 of	 the	 academy	 and	 the	 authority	 of	 the	 artist;	 a	
benevolent	 father	he	might	have	been,	but	a	 father	he	was	nonetheless.	Still,	
despite	 its	 many	 contradictions,	 Beuys’	 practice	 laid	 the	 groundwork	 for	
Figure 5. Allan Kaprow documentation, Back to School exhibition at TPW Gallery Toronto, Canada, September  
2013. Image source: http://gallerytpw.ca/wp-content/uploads/2013/09/essay-image.jpg 
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Figure 6. Josef Albers's drawing class on the porch of Lee Hall.  











































































































thinking	 ‘academy’	 as	 ‘potentiality’	 …means	 dismissing	 much	 of	 the	
intsrumentalizing	that	seems	to	go	hand	in	hand	with	education,	much	of	the	
managerialism	 that	 is	 associated	 with	 a	 notion	 of	 ‘training’	 for	 this	 or	 that	
profession	or	market.	Letting	go	of	many	of	the	understandings	of	‘academy’	as	
a	training	ground	whose	only	permitted	outcomes	are	a	set	of	concrete	objects	


















































































































































































Figure 7 The Best Surprise is no Surprise, (2006) published 
by e-flux Inage Source: Fiona Lee 
 
































































Figure 8. Tania Bruguera, Cátedra Arte De Conductor, 2007 
Thomas Hirschhorn as guest  
Image source: http://www.taniabruguera.com 
 































































































                                                
74	A	movement	begun	in	1822	that	politically,	economically	and	culturally	encourages	relationships,	collaboration,	and	dialogue	
between	the	states	of	America.	http://www.foreignaffairs.com/articles/71085/ezequiel-padilla/the-meaning-of-pan-americanism		
Figure 9. Pablo Helguera, School of Panamerican Unrest  
2003-2006 
Image source: Pablo Helguera website http://creativetimereports.org/files/2012/08/helguera_slide01.jpg 
  
 



















































It	 is	 this	 aesthetic	 integrity	 to	which	new	 forms	of	 social	 practice	 aspire	 and	
which	 can	 distinguish	 critically	 successful	 projects	 from	 other	 cultural	
activities	which	offer	immediate	gratification,	but	which	do	not	generate	new	
































































human	 culture	 is	 greatly	 endangered	 by	 the	 passivity	 that	 is	 produced	when	



















was	 being	 replaced	 by	 audiences.	 …audiences	 are	 consumers	 of	 leisure	 and	
spectacle;	they	have	no	political	agency	and	no	necessary	means	or	particular	
interest	 in	 effecting	 social	 change.	 …while	 the	 audiences	 for	 art	 became	
enormous,	 there	 is	 no	 public	 among	 them.	 Consequently,	 while	 it	 is	 still	
possible	to	produce	a	critical	art	object,	there	seems	to	be	no	public	out	there	
that	 can	 complete	 its	 transformative	 function,	…If	 transformative	 function	 is	
what	we	are	after,	an	exhibition	of	art	may	not	be	the	place	to	start.	Perhaps	a	

































[encouraging]	 their	 participants	 to	 question	 fixed	 identities,	 destroy	
stereotypical	 images,	 and	 so	 on,	 they	 do	 so	 through	 a	 cumulative	 process	 of	















where	 cogency	 and	 coherence	 are	 a	 priority.	These	of	 course	have	 their	 own	








[conversational]	 projects	 all	 share	 a	 concern	 with	 the	 creative	 facilitation	 of	












































































                                                
75	By	‘craft	school’,	Camnitzer	refers	to	art	schools	that	are	primarily	teaching	technique.		

































































































































































































                                                
81	To	my	knowledge,	there	have	been	no	comparative	studies	done	between	Gadamer’s	festival	and	Bakhtin’s	carnival.	It	is	noted	here	
as	a	point	of	interest	and	any	further	analysis	is	outside	the	scope	of	this	exegesis.	



















a	 number	 of	 different	 ideas	 in	 his	 hermeneutics.	 The	 way	 in	 which	 our	



































A	 person	 skilled	 in	 the	 “art”	 of	 questioning	 is	 a	 person	 who	 can	 prevent	
questions	 from	 being	 suppressed	 by	 the	 dominant	 opinion.	 A	 person	 who	
possesses	 this	 art	 will	 himself	 search	 for	 everything	 in	 favor	 of	 an	 opinion.	
Dialectic	consists	not	in	trying	to	discover	the	weakness	of	what	is	said,	but	in	










A	 conversation	 [that]	 involves	 an	 exchange	 between	 conversational	 partners	
that	 seeks	 agreement	 about	 some	 matter	 at	 issue;	 consequently,	 such	 an	
























































































































































“Weak	 thought”	 does	 not	 aim	 at	 metaphysical	 systems	 and	 global	
emancipatory	programs	but	rather	at	weakening	these	strong	structures.	This	
is	why	hermeneutics	 is	 so	 important	 for	weak	 thought.	As	 the	philosophy	of	
the	 interpretative	character	of	 truth,	hermeneutics	becomes	 the	 resistance	 to	
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objective	 philosophical	 structures	 and	 oppressive	 political	 actions.	While	 the	
dominating	 classes	 always	 work	 to	 conserve	 and	 leave	 unquestioned	 the	


















being	 careful,	 it’s	 about	 attending;	 it’s	 about	 listening	 and	 looking	 and	
following	 and	 searching	 for	 cues.	 And	 the	 real	 generosity	 is	 to	 have	 an	











































Figure 11. Anton Vidokle, New York Conversations. 2010. 
Lawrence Weiner’s comment  
Image source: screenshots of the DVD, New York Conversations (2010) USA: Steinberg Press, 2010 
 







































































































































































































































































































A	 discursive	model	 of	 praxis	 has	 developed	within	 a	 critical	 art	 context	 over	
the	last	twenty	years.	It	is	the	offspring	of	critical	theory	and	improvised	self-
organised	 structures.	 It	 is	 the	 basis	 of	 art	 that	 involves	 the	 dissemination	 of	
information.	 It	 plays	 with	 social	 models	 and	 presents	 speculative	 constructs	
both	 within	 and	 beyond	 traditional	 gallery	 spaces.	 It	 is	 indebted	 to	 the	




















































                                                
85	Wikipedia	contributors,	‘Community	of	Inquiry’,	Wikipedia,	The	Free	Encyclopedia.	
http://en.wikipedia.org/wiki/Community_of_inquiry.	Accessed	12/5/11	
Figure 12. Typical diagram that shows the interconnection of the CoI approach 
Image source: https://www.haikudeck.com/the-connection-between-educational-design-and-
digital-literacy-education-presentation-RYYmvBgAkS. Accessed 12/1/15 
 




































































In	 this	 reflective	 conversation,	 the	 practitioner’s	 effort	 to	 solve	 the	 reframed	
problem	 yields	 new	 discoveries	 which	 call	 for	 new	 reflection-in-action.	 The	






























































































may	be	able	 to	 facilitate	 the	 tracking	of	 truth	by	keeping	 in	mind	the	 former	
point	while	allowing	the	discussion	considerable	'slack'	by	keeping	in	mind	the	





























a	 jailbreak	 from	 pre-existing	 frames,	 a	 gift	 enabling	 one	 to	 see	 the	 world	
differently,	 a	 strategy	 for	 inventing	 new	 points	 of	 departure,	 a	 practice	 of	
creating	allegiances	against	social	ills,	a	way	of	caring	for	humanity,	a	process	





















Figure 13. Jeanne van Heeswijk,  





























































an	 essential	 feature	 of	 learning	 is	 that	 it	 creates	 the	 zone	 of	 proximal	
development;	 that	 is,	 learning	 awakens	 a	 variety	 of	 developmental	 processes	




















































































































































cannot	be	presumed	 to	be	 so	 generic,	 and	 cannot	be	declared	 a	priori	 by	 an	
artist	 or	 anyone	 else	 outside	 of	 that	 community.	 Therefore,	 the	 task	 of	
“reassur[ing]	 the	 viewer	 with	 an	 easily	 shared	 idea	 or	 subject”	 is	 best	


































































































































































































emphasis	 on	 the	 curatorial	 as	 a	 practice	 of	 leaving	 things	 open	 for	 longer	
periods	of	research	from	which	certain	unknown	possibilities	might	emerge	[is	
preferable	to]	situating	research	 in	relation	to	artistic	processes	as	something	











































































The Plimsoll Inquiry could be: 
 
 
1. An school exhibition programming structure that operates as a social medium. 
2. A dependence on collaborative production and direction, that aims for individual satisfaction. 
3. A tendency toward process (versus object) based production, but considers both. 
4. An aleatory or open nature, that is as much able to question as to consent. 
5. An ongoing and potentially endless temporality. 
6. A free space where ‘insiders’ and ‘outsiders’ for learning co-productively in play. 
7. A post-hierarchical learning environment where there are no teachers curators, just co-participants. 
8. A preference for exploratory, experimental, and multi-disciplinary approaches to knowledge production and 
dissemination. 
  Figure 15. Exhibition as inquiry. A plan adapted from Kristina Lee Podesva’s description of a ‘free-school’. (The underlined 
text is my insert and cross outs are deletions from the original.) 
 




























































































                                                
93	http://www.mobileacademy-berlin.com/	Accessed	8th	September	2014	
Figure 16. Hannah Hurtzig Mobile Academy: On the concept of Blackmarket for Useful Knowledge and Non-Knowledge. 
The art of the assembly.  
Published on 17 Nov 2013 Image source: http://youtu.be/x5Q65QFx22M  

















































































































































































                                                
96	The	Plimsoll	Gallery	programme	had	been,	up	until	2012,	the	domain	of	postgraduate	research	assessment	presentations,	formal	
research	curated	exhibitions	and	an	occasional	touring	exhibition.	






































Figure 17. Iteration:Again, 2011 
Publicity flier 













































































                                                
99	These	included	Liam	Gillick,	Dave	Beech,	David	Blamey	(UK),	Annie	Fletcher	and	Sarah	Pierce	(IRE)	who	subsequently	became	part	
of	the	ODWC	project,	and	others	such	as	the	aforementioned	Irit	Rogoff	and	Anton	Vidokle.	































Figure 19. Workmen constructing the 
verandah of the school 
Figure 18. The ODWC caravan before and after 
Image source: Fiona Lee 



























                                                
100	A	quintessential	Australian	icon	the	‘Hills	Hoist’	was	a	five-	pronged	rotating,	height	adjustable	clothesline	set	in	nearly	every	back	
yard	from	the	md	40s	until	today.		
Figure 20. The ‘conversation table’ by Gareth Long (US) 
Figure 21. The T-shirt designs were by Paul O’Neill himself (L) and by British artists Liam Gillick, David Blamey. 
Image source: Fiona Lee 












Figure 22. Our Day Will Come, 2011  
email flier 

































































Figure 23. Mick Wilson, School Dinners. 2011 
held at The Writers Cottage in Battery Point, 
Hobart, where the artists were staying. Image 
source: Fiona Lee 
 
Figure 24. Mick Wilson, School Dinners. 2011. 
A film screening at The Writers Cottage in 
Battery Point, Hobart. Image source: Fiona Lee 


















                                                
102	A	‘zine	is	a	term	for	a	small	magazine	or	publication	that	O’Neill	uses	as	a	way	to	record	and	distribute	text	and	visual	material	
generated	through	his	dialogical	projects.		
Figure 26. ODWC Sign up board for the 
‘conversation table’. 
Image source: Fiona Lee 
 
Figure 25. ODWC ‘zine’ launch every Friday evening.  
Image source: Fiona Lee 



































Figure 27. ODWC, Autonomy lecture by Annie Fletcher 
Image source: Fiona Lee 






















Figure 28. ODWC, performance by Jem Noble called The Matter Of Self-Improvement.  
Image source: Fiona Lee 
 
 
























Figure 29. ODWC humour workshop by Rhona Byrne 
Image source: Fiona Lee 
 



















Figure 30. ODWC Sarah Pierce performance,  Exaggerate! Strengthen! Simplify!…2011 
Image source: Courtesy of CAST 
 





































Figure 31. ODWC Garrett Phelan performance one truth teaches 
another/common sense... 2011 
Image source: Fiona Lee 
 





































Figure 32. ODWC zines. Available at the 
conclusion of each week.  
Image source: Paul O’Neill 















































ODWC,	 in	 a	 sense,	 represented	 the	 ‘carnavalesque’;	 there	was	 no	doubt	 that	




























Figure 33. ODWC- Monday morning workshop  
Image source: Fiona Lee 



























which	 helped	 to	 locate	 the	 work	 within	 an	 educational	 frame	 openly	 and	
transparently	questioning	the	processes	of	pedagogy.	The	projects	were	in	the	









                                                
105	This	description	made	up	my	curatorial	statement	in	the	subsequent	publication,	Cross,	David,	ed.	2013a.	Iteration:	Again/	13	Public	
Arts	Project	Across	Tasmania.	Hobart	Tasmania:	Punctum	Books	in	collaboration	with	Contemporary	Arts	Spaces	Tasmania.	134	
























Figure 34. ODWC Week 2. Generation of terms by attendees of Our Day Will Come Workshop   
26th September 2011 Published in the weekly zine What is Remoteness?  













































































Figure 35. Council workers removing the van after the 
ODWC event.  
Image source: Fiona Lee 














































































































                                                
107	Wilson	was	the	former	the	Head	of	GradCam,	which	is	a	postgraduate	research	school	in	Dublin.	He	runs	The	Food	Thing,	
http://www.gradcam.ie/food_thing.php	











doing	 embroidery;	 it	 cannot	 be	 so	 refined,	 so	 leisurely	 and	 gentle,	 so	
































































unit	 with	 different	 skill	 sets,	 ideas	 and	 orientations	 in	 studio-based	 and	
dialogical	 art	 making,	 but	 operated	 as	 a	 highly	 productive	 working	 group.	
Importantly	 too,	 they	 achieved	 different	 personal	 goals	 through	 their	
participation	in	the	group	process.	(Lee	and	Kunda	2012a)	




































current	 literature	 will	 help	 to	 place	 socially	 engaged	 practice	 more	 within	
mainstream	practice;	it	will	then	be	rewarded	with	a	suitable	language	within	
which	to	evaluate	its	potency	as	art	(2012).	







of	 overall	 affect	 on	 a	 small	 community,	 was	 that	 it	 resembled	 something	









































































































                                                
109	Former	Chair	of	the	Plimsoll	Gallery	Committee,	Paul	Zika,	revealed	that	one	of	the	windows	was	opened	1993	for	the	work	of	Fiona	
Gunn	in	the	‘Installx4’	exhibition	-		
Figure 36. An external view of the Plimsoll Gallery 
windows and the neglected garden beyond; the site that 
hosted several events.  
Image source: Fiona Lee  











































































                                                
111	Closure	of	the	Gallery	was	never	mentioned,	however	it	is	a	known	observation	within	the	University	that	unused	and	ineffectual	
spaces	often	are	designated	for	purposes	that	are	more	useful.	We	speculated	this	might	be	an	outcome	of	its	problems.	




































                                                
112	Professor	Holmes	and	I	decided	to	break	with	the	traditional	monthly	exhibition	and	asked	for	a	seven-week	slot	instead.		

















































































Figure 37. A meeting of the Curatorium and the Wider Reference Group 
Image source: Film still of meeting proceedings by Nancy Mauro-Flude 





































                                                
117	Professor	Nikos	Papastergiadis	is	a	writer	and	Professor	at	the	School	of	Culture	and	Communication	at	the	University	of	
Melbourne;	Professor	Ross	Gibson	is	an	artist	and	Professor	of	Contemporary	Arts	at	the	University	of	Sydney	




































                                                
118	For	a	full	description	of	the	points	that	came	from	this	meeting,	see	the	Plimsoll	Inquiry	Bulletin	No	4	October	16th	on	
http://pibulletin.blogspot.com.au/		











































Figure 38. Sir James Plimsoll, one of the elite group of intellectuals in the short lived 
DORCA.  
Image source: http://nla.gov.au/nla.pic-an22043697-v 
A large solid bronze bust of Plimsoll, commissioned by the university by Tasmanian Sculptor 
Stephen Walker 
Image source: Fiona Lee 
 




































                                                
121	The	conference	paper	‘Shared	Horizons:	Beyond	the	Outermost	Limits	of	and	Art	School’	in	Appendix	B	and	the	PowerPoint	film	in	
Appendix	E	are	example	of	Phase	2	events	that	occurred	as	this	research	was	coming	to	an	end.	
Figure 39. Working diagram of the four aspects 
framing the Inquiry.  
Image source: Fiona Lee 




































                                                
122	This	was	discussed	in	the	pre-application	meetings	with	Arts	Tasmania	



































                                                
123	http://pibulletin.blogspot.com.au/	
	





































Figure 40. Opening the Gallery windows broke the seal for 
environmental control over the space 
Image source: Fiona Lee 





































Figure 41. Entry to the Gallery’s 
loading bay, normally used as a 
garage and storage. 
Image source: Fiona Lee 



























Figure 42. A mobile desk set up in the Foyer was the Bureau, a multi-purpose area for the 
dissemination and organisation of events The large windows in the Gallery provided a backdrop 
for the Critique Space. Image source: Lucia Usmiani and Fiona Lee 




































                                                
124		See	Appendix	A	for	a	draft	version	
Figure 43. The Gallery Storeroom as Archive, it 
became a publically accessible archive as 
participants collated the material for uploading onto 
the University’s library database. 
Image Source: Fiona Lee 
























                                                
125	The	PI	received	one-off	project	funding	by	the	state	government’s	Art	Tasmania	for	the	fourteen	artists,	who	were	all	professionals	
and	whose	work	was	not	University	staff	or	postgraduate	research.		
Figure 44. The schedule of events left 
on the Bureau table for participants to 
negotiate their events. 
Image source: Fiona Lee  
Figure 45. The PI promotion: the Facebook page and notice blackboard located upstairs in the school foyer—designed by 
undergraduates Phoebe Adams and Tanya Maxwell to direct visitors down to the Gallery. Based on the silhouette of Sir James 
Plimsoll’s bronze bust.  
Image source: Fiona Lee 



























Figure 46. The PI bulletin began very soon after the first meeting of the Curatorium, and 
entries became more frequent as the project drew near.  
 





































Figure 47. Participants negotiating the various under-used spaces on the 
day of the WNF 
Image source: Fiona Lee 









































































                                                
126	This	group	hosted	regular	monthly	meetings	in	the	home	of	one	of	the	members	in	Sydney.	They	invited	a	curator	and	taking	it	in	
turns	discussing	and	critiquing	a	member’s	work.	





























Figure 48. Meg Walch’s ‘Conversations on the Couch’ with immanent philosopher Professor Wayne Hudson.  
Image source: Gus McKay 



























Figure 49. Wendy Morrow, Three-day dance 
residency, workshop and performance  
Image source: Fiona Lee 






















Figure 50. Tricky Walch and Matt Warren, 
Radio 28:1 
Image source: Fiona Lee 
Figure 51. Annie Geard, 
 The Analyst’s Couch 
Image source: Fiona Lee 









































































Figure 52. Gus McKay (an undergraduate who normally assist the Gallery staff with the 
plinths) built a temporary structure before putting the plinths away.  
Image source: Gus McKay 





































Figure 53. Sally Rees, the third in a trilogy of 
works that incorporated the Gallery’s bronze 
bust of Sir James Plimsoll.  
Image source: Fiona Lee 




































Figure 54. Yvette Watt, Brightside Farm Sanctuary Animal 
Drawing Day, participant Margaret Cairnduff 
Image source: Fiona Lee 









































































                                                
127	For	a	specific	outline	see	http://pibulletin.blogspot.com.au/	Bulletin	No	6	July	27th	2012	
Figure 55. Rebecca Stevens and Amanda Shone 
Proposal for Plimsoll garden entry 
Image source: Fiona Lee 











































































Figure 56. Meg Walch Dumpling Workshop at the 
Wednesday Night Fiasco.  
Image source: Fiona Lee 
























































































































































Figure 57. Student talking to visitors viewing her 
examination work in the Gallery’s storeroom at the WNF. 
Image source: Fiona Lee  


























































agent	 in	 a	 collective	 project…	 allowing	 one	 to	 ‘hide	 within	 the	 collective’.	 It	
allows	the	artist	to	develop	a	set	of	arguments	and	individual	positions	without	









                                                
132	Bishop,	Claire.	2006b.	"The	Social	Turn:	Collaboration	and	Its	Discontents."		Artforum	February.	180	
































Figure 58. Undergraduate student Jason James’ credentials 
as a Risk Assessment Officer being put into use for The PI 
Image source: Fiona Lee 


























                                                
133	Acting	on	and	taking	responsibility	for	one’s	own	inclusion	in	events	or	situations	was	a	finding	of	the	wider	group	PI	meeting	8th	
October	2012.	See	Bulletin	No	4	on	http://pibulletin.blogspot.com.au/	
Figure 59. Undergraduate students 
Tanya Maxwell and Pheobe Adams 
as performers Bruce and Barry.  
Image Source: Fiona Lee 
 
Figure 60 Lucy Hawthorne’s Soap box and the hospitable offering of cake  
Image Source: Lucy Hawthorne 
 





















































































what	 is	 invisible:	 a	 group	 dynamic,	 a	 social	 situation,	 a	 change	 of	 energy,	 a	
raised	 consciousness.	 As	 a	 result,	 it	 is	 an	 art	 dependent	 on	 first-hand	

















Figure 61. Audience listening to a presentation by a higher 
degree research candidate, which the general public attended. 
Image source: Fiona Lee  
 





















what	 expectations	 we	 place	 on	 the	 viewer	 as	 well.	 Site	 number	 five	 at	 the	
Istanbul	Biennial	provides	a	specific	example.	It	was	difficult	to	find	the	space	




interesting	 people.	 But	 as	 far	 as	 the	 art	 itself	 goes,	 I	 felt	 a	 sense	 of	
disappointment….	 I	 wasn't	 seeing	 anything	 visually	 aesthetic.	 I	 had	 to	 work	












                                                
135	See	Appendix	A,	Personality	types	for	socially	engaged	art.	
136	The	Plimsoll	Inquiry	master	class	with	Nikos	Papastergiadis	and	Ross	Gibson	10th	October	2013	





































Figure 62. Academics, members of the public, artists 
talking part in the master classes facilitated by Nikos 
Papastergiadis and Ross Gibson.  
Image source: Fiona Lee 
 




































                                                
137	Dewey	contends	that	the	minute	one	mentions	‘organisation’	the	term	is	automatically	linked	to	formal	education	and	tradition.	See	
Dewey,	John.	1938.	Experience	&	Education.	New	York:	Touchstone.	31	
























































                                                
138	In	the	interim	research	between	the	two	projects,	this	leveling	of	power	in	group	conversations	(opposed	to	one-on-one	
conversations)	around	a	specific	topic	also	confirmed	greater	production	of	knowledge.	See	Appendix	A,	Other	Research		












































































































































































































































































































































































































































































































































































































































a	 conception	 of	 democracy	 [that]	 acknowledges	 the	 contingent	 character	 of	
the	 hegemonic	 politico-economic	 articulations	 that	 determine	 the	 specific	
configuration	 of	 a	 society	 at	 a	 given	 moment.	 They	 are	 precarious	 and	



























































































































































































                                                
146	See	Six_A	ARI	Critical	Feedback	notes	Appendix	C,	and	comment	by	Mary	Scott	in	the	Master	Class	run	by	Ross	Gibson	in	
Appendix	A		











































































































































































































































































































































































































































































































































































































































































































































































































































































of	democracy	 that	we	 really	need	 in	 the	world	now….Hosting	 is	 an	emerging	





























































































                                                
10	World	Café	and	Appreciative	Inquiry	are	two	models	of	application	similarly	used	in	the	AoH.		
11	http://www.artofhosting.org/what-is-aoh/	






someone	who	 is	 open	 and	 vulnerable	 to	 the	 shaping	 influences	 of	new	 ideas	




























                                                
12	These	terms	are	based	on	the	philosophical	writings	of	David	Hume	(1711-1776)	and	Immanuel	Kant	(1724-1804)	














































































































                                                
14	Complementary	Study:	Our	Day	Will	Come	–	Discursive	Art	Practice	and	the	Artist–Curator	(FSA	200/300).	University	of	Tasmania,	
School	of	Art,	Summer	School,	November	2011.	





















































































































































near	 together,	 cheek	 by	 jowl,	 and	 feel	 each	 other’s	 breath;	 but	 if	 we	 speak	














































































































































in	 our	 times	 of	 extreme	 spectacularization	 both	 inside	 and	 outside	 the	
museum	 (museums	 themselves	 have	 become	 spectacles	 in	 their	 design,	 in	
their	competitions	with	each	other,	and	in	the	art	they	exhibit),	the	questions	
that	 arise	are,	what	antidiets	does	 contemporary	art	propose,	 if	 any	at	 all?	 Is	
the	 in/edibility	of	art	and	 life	still	an	 issue	or,	 through	a	decisive	move	of	art	
into	 the	 field	 of	 discursivity	 and	 sociability—	 into	 the	 horizontal	 axis	 of	
expanded	 interdisciplinary	 fields,	 from	 ethnography	 to	 science—is	 art	 today	



























This	 mixed	 panorama	 of	 socially	 collaborative	 work	 arguably	 forms	 what	
avant-garde	 we	 have	 today:	 artists	 using	 social	 situations	 to	 produce	











































Figure 1: The Our Day Will Come schoolhouse, and the Conversation Table 
 















































being	 careful,	 it’s	 about	 attending;	 it’s	 about	 listening	 and	 looking	 and	
following	 and	 searching	 for	 cues.	 And	 the	 real	 generosity	 is	 to	 have	 an	
argument	 with	 somebody.	 That	 is	 generosity:	 the	 confidence	 and	 trust	 that	















the	 logos,	 which	 is	 neither	 mine	 or	 yours	 and	 hence	 it	 far	 transcends	 the	



















































































It	 about	 taking	 oneself	 seriously,	 taking	 one’s	 host	 or	 guest	 seriously,	 and	
working	out	how	will	this	relationship	work	for	the	time	that	it	needs	to	work.	
As	part	of	that	we	often	are	able	to	show	extraordinary	generosity	and	respect	




















































                                                
34	Palmer,	Richard,	ed.	2001.	Gadamer	in	Conversation:	Reflections	and	Commentary;	Hans-Georg	Gadamer.	New	Haven:	Yale	
University	Press.,	49.	

































































































































































                                                
4	A	‘zine’	is	a	term	for	a	small	magazine	or	publication	that	O’Neill	uses	as	a	way	to	record	and	distribute	text	and	visual	material	
generated	through	his	dialogical	projects.		




































                                                
5	‘Potentiality’	is	a	term	coined	by	Irit	Rogoff	suggested	as	an	open	process	of	knowledge	production	as	opposed	to	the	more	closed	
modalities	employed	in	higher	educational	systems.	(Rogoff	2006)	



































                                                
6	This	was	placed	in	context	in	the	publication	by	Lisa	Tickner,	(Tickner	2008)	




































                                                
7	Wilson	is	the	Head	of	GradCam,	which	is	a	postgraduate	research	school	in	Dublin.	He	runs	The	Food	Thing,	
http://www.gradcam.ie/food_thing.php	










































































































































































































































































automatically	 be	 perceived	 by	 students	 as	 obsolete,	 outmoded,	 uncool	 and	
irrelevant—a	remnant	of	the	dead	past.	Students	immediately	begin	to	look	for	
something	 alternative,	 something	 necessarily	 outside	 the	 school,	 something	









































































































































































































































































































































































































THE NEW RULES 
OF PUBLIC ART
3. 
It doesn’t have to look like public art.
The days of bronze heroes and roundabout baubles are 
numbered. Public art can take any form or mode of encounter. 
Be prepared to be surprised, delighted, even unnerved.
It’s not forever.
Artists are shaking up the life expectancy of public artworks. 
Places don’t remain still and unchanged, so why should public 
art?
Don’t make it for a community.  
Create a community.
Be wary of predefining an audience. As Brian Eno once said, 
“sometimes the strongest single importance of a work of art is 
the celebration of some kind of temporary community.” 
Create space for the unplanned.
Withdraw from the  
cultural arms race.
Demand more than fireworks. 
Believe in the quiet, unexpected encounter as much as the 
magic of the mass spectacle. It’s often in the silence of a 
solitary moment, rather than the exhilaration of whizzes and 
bangs, that transformation occurs.
Towns and cities across the world are locked into a 
one-size-fits-all style of public art. In a culture of globalised 
brands and clone towns, we hanker after authentic, distinctive 
places. If we are place-making, then let’s make unusual places. 
Commissioning public art is not a simple design-and-build 
process. Artworks arrive through a series of accidents, failures 
and experiments and open up the potential for unforeseen 




Public art is neither a destination nor a way-finder. Artists 
encourage us to follow them down unexpected paths as a 
work unfolds. Surrender the guidebook, get off the art trail 
and step into unfamiliar territory.
Don’t embellish. Interrupt.
We need smart urban design, uplifting street lighting and 
landmark buildings, but public art can do so much more than 
decorate. Interruptions to our surroundings or everyday 
activities can open our eyes to new possibilities. 
Share ownership freely, 
but authorship wisely.
Public art is of the people and made with the people, but not 
always by the people. Artists are skilled creative thinkers as 
well as makers, trust their judgment, follow their lead and 
invest in their process. 
Welcome outsiders.
Don’t waste time on definitions.
Suspend your disbelief.
Get lost.
Outsiders challenge our assumptions about what we believe to 
be true of a place. Embrace the opportunity to see through an 
outsider’s eyes. 
Is it sculpture? Is it visual art? Is it performance? Who cares. 
There are more important questions to ask. Does it move you? 
Does it shake up your perceptions of the world around you, or 
your backyard? Does it make you curious to see more?
Art gives us the chance to imagine alternative ways of living, 
to disappear down rabbit holes, to live for a moment in a 
different world. Local specifics might have been the stepping 
off point – but public art is not a history lesson. Be prepared 
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For 4 or more players and one adjudicator 
 
List of essential items  
 
One table with a hollow in the centre 
As many chairs as there are players 
A tablecloth with a pocket in the centre to holds a series of objects 
A small lamp as the only light source 
Whisky, cigarettes, ashtray (or other trappings) 
A list of keywords  
A series of objects that relate to the keywords 
 
Rules 
1. Players sit around the table.  
2. The adjudicator, who sits off to one side, utters a keyword or places it on the table.  
3. Player number 1 puts their hand into the slot and feels the objects.  
4. In no set time frame player number 1 utters a sentence that contains that word. 
5. The adjudicator records a word from the sentence. 
6. Player number 2 continues the game by putting their hand into the slot and feeling the objects. 
7. Player number 2 utters a sentence in response to the first players using a word from player 
number 1’s sentence. 
8. The adjudicator records a word from the sentence other than the one Player number 1 uttered. 
9. Player number 3 puts their hand into the slot and feels the objects. 
10. Player number 3 utters a sentence using a word from Player number 2’s sentence. 
11. The adjudicator records a word from the sentence other than the one Player number 2 uttered. 
12. Player number 4 puts their hand into the slot and feels the objects. 
13. Player number 4 utters a sentence using a word from Player number 3’s sentence. 
14. Continue with the remainder of the players until each player has played five hands.  
15. At any time the adjudicator can intervene and throw a new word in that players must use in their 
next sentence.  
16. The adjudicator is responsible for time-keeping and writing down new keywords as they are 
spoken.  
 
























































































ANU, UTAS, COFA, UNISA, 
WOOLONGONG, QUT, MONASH, 
CSU, NEWCASTLE, VCA
16/12/11 - 26/10/15	




This is a list of majors taken from the University of Tasmania’s Tasmanian College of the Arts in 
November 2015, and is typical entry level page for visual or creative art courses in many major 
Australian art school websites. The results of a small survey are listed in above.  
The staff of the sculpture department offered this unit in 2013, called ‘Introduction to Installation: 
Temporal, Spatial, Relational Practice’, however, it was never realised due to low enrolment numbers. 
The unit description was as follows: 
Installation is a core inter-disciplinary genre within contemporary art practice. 
 
Introduction to Installation - Temporal, Spatial and Relational Practice provides a platform 
through which to develop concepts and processes within exciting new frameworks. 
 
Via a dynamic program of group and individual studio experiences, aligned with a series of 
practice-oriented artist talks, Introduction to Installation will provide rich learning 
opportunities to experiment, collaborate and explore. 
 
By exposing specific studio mediums to diverse temporal, spatial and relational contexts, 
Introduction to Installation will enrich your understanding, extend the possibilities of your 
media and enhance your studio practice.  
 
 
